engagement, and cultural activity," as Colón's persona moves about the city. As she considers the resulting newspaper columns, such as "Little Things Are Big," Holton shows how Colón changes his readers' perspectives by "jumping scale" between the local and the global and thus "enables individuals to see the possibilities for projecting their political agency."
A different kind of "jumping scale" is considered in Alicia Muñoz's "Articulating a Geography of Pain: Metaphor, Memory, and Movement in Helena María Viramontes's Their Dogs Came with Them," as Viramontes's protagonists confront the differing perspectives of driving the freeways and walking the streets of East Los Angeles. Muñoz shows how imagery, memory, and movement can present three alternate routes to new and complex points of view:
Viramontes's storyline, like the spatial organization of Los Angeles, consists of multiple foci. However, it is not just the narrative structure that reflects the plurality of LA. Numerous intersecting and concurrent articulations of the city are central to apprehending this space and are manifest in the novel by layered expression encompassing metaphor, memory, and movement . . . facilitating comprehension of the history and experience of urban Chicana/os. Such insight will indicate "ways the Latino community can resist the erasive consequences of race and class by forming independent spatial meaning."
Motion provides further novel perspectives in Ilka Kressner's " 'I will walk away on my own, phantom-footed': Judith Ortiz Cofer's Invocation of the Constant Move." As in Holton's and Muñoz's articles on Colón and Viramontes, Kressner emphasizes "Ortiz Cofer's elaboration of the act of walking," demonstrating "that it is through such physical and individual exercise that her characters create mobile spaces of residence." Although there is some walking imagery in other works by Ortiz Cofer, Kressner finds it most developed in two collections of her poetry, Reaching for the Mainland (1987) and Terms of Survival (1987) . Kressner differentiates Ortiz Cofer's work from that of Gloria Anzaldúa, particularly in Anzaldúa's early works, due to Anzaldúa's "concept of fixed space, as exemplified by her invocation of a mythical Aztlán as a cultural origin to be recovered." Anzaldúa's later works, Kressner posits, "propose a less essentialist definition of the border" as an intermediate space, one that "comes closer to that of Ortiz Cofer, who also proposes a conception of migration entailing a perpetual movement."
As T. S. Eliot asserted in "Tradition and the Individual Talent" (1919) , "what happens when a new work of art is created is something that happens simultaneously to all the works of art which preceded it" (38), as Kressner's comparisons of Ortiz Cofer's work with Anzaldúa's demonstrate. Further, readers' perceptions of even recently canonized authors such as Anzaldúa can also be altered by mindful attention to details of well-known works, as well as to changes in the author's standpoint over time, as in this issue's next two articles, which are focused on Anzaldúa's works.
In " '[A]nother set of teeth': Nahua Myth and the Authorizing of Writing in Borderlands/La Frontera," Leisa Kauffmann changes our perception of Anzaldúa's most canonical work by focusing on a small and neglected image, "the motif of the vagina dentata, or 'toothed vagina,' which plays a central role in Mesoamerican and Nahua migration myths and is an important iconographic feature of the group of Nahua fertility deities." In the spirit of Holton's use of "jumping scale," Kauffmann shows how attention to this easily overlooked image evokes a reevaluation of the entire essay and of Anzaldúa's oeuvre. The motif of the vagina dentata serves as a hinge between the two halves of Anzaldúa's essay and indicates the way out of a M a k o w s k y static perception of Anzaldúa's work as "essentialist" by also demonstrating the connections between this essay and her later, more spiritually focused work.
Like Kressner and Kauffmann, in "Shifting Subjectivities: Mestizas, Nepantleras, and Gloria Anzaldúa's Legacy," Martina Koegeler-Abdi demonstrates that all of Anzaldúa's work must be perceived anew in the light of her relatively neglected late work. By comparing Anzaldúa's early and late uses of the bridge metaphor, Koegeler-Abdi "traces the shifts, similarities, and differences in Anzaldúa's vision for a transformative subjectivity from her mestiza consciousness to her latest concept of becoming a nepantlera. Nepantla is a Nahuatl word for the in-between, and Anzaldúa adopts the nepantla as the precarious but only possible home for a nepantlera subjectivity." Koegeler-Abdi cautions against fixed readings, such as considering "mestiza consciousness as exclusively addressed to Chicanas." Instead, she argues that we should read Anzaldúa in her own spirit of perpetual motion because "[h]er constant quest to destabilize ethnic, gender, sexual, and other clear-cut standpoints as foundations of identities actually contradicts the possibility of fixed epistemological or political standpoints."
Even perspectives on an author from the old exclusionary canon can change. William Carlos Williams can be seen more as he wanted to be perceived because we now notice and value his ethnicity. As Peter Ramos points out in "Cultural Identity, Translation, and William Carlos Williams," the poet always kept "Carlos" in his signature and bylines and was forthcoming about his maternal ancestry in Puerto Rico and his father's growing up in the Dominican Republic. Over the course of Williams's career, his interest in the Spanish language, his early exposure to the literature of Spain, his later interest in Latin American poetry, and his efforts at translation caused him to change his own perception of the American idiom and the style of his poetry. Using the example of Williams, Ramos calls for broader and more radical re-visioning of ethnicity's relationship to literature: "We might also begin to think of ethnicity and culture as qualities writers intentionally adopt for aesthetic and literary purposes-in addition to and beyond those of personal identity. To state the obvious, Williams was a Latino on his mother's side. To say that this is why he writes like a Latino problematically denies the conscious decisions on his part to explore and translate Spanish and Latin American literature in order to influence his own American poetry." This issue's final articles re-examine two highly acclaimed works, the title story of the collection Drown (1996) and the novel The Brief Wondrous Life of Oscar Wao (2007) by a newcomer to the canon, Junot Díaz. As our contributors demonstrate, perceptions of works with a relatively brief interpretive history can still become a bit calcified and misleading.
In "Passing and the State in Junot Díaz's 'Drown,' " Dorothy Stringer combines an old New Critical move, astute close reading, with apt deployment of recent theory, including that of Margot Canaday on citizenship and sexuality and that of Crystal Parikh on betrayal; she also very un-New Critically uses provocative commentary from interviews with the author himself. Stringer deploys these stratagems to call into question the generally favorable or sympathetic impression made by the narrator and protagonist of "Drown," a frequently taught story that is becoming canonical. The narrator, Stringer asserts, is something of a New Critic himself, and causes us to reevaluate that critical methodology: "Díaz thus literalizes and intensifies the classic critique of the New Critical method as an anti-political divorce of textuality from history. If the narrator describes the structure of a self-contained art object, then that work must be the ghettoized neighborhood itself." However, changing points of view provide exits as the story "indicates two inter-implicated modes of difference that exceed formal determination and cannot be co-opted for the status quo: the characters' ability to map and traverse their world and their intimate dealings with one another."
Another genre of literature, fantasy as embodied by J. R. R. Tolkien's The Lord of the Rings (1954-55), provides not only a new but also a necessary perspective for grasping a seemingly fantastic history from the distance of the diaspora. In "The Marvelous History of the Dominican Republic in Junot Díaz's The Brief Wondrous Life of Oscar Wao," Tim Lanzendörfer recognizes and differentiates among Díaz's use of the fantastic, magical realism, and contemporary neorealism but demonstrates the intertextual explanatory power of the fantasy of The Lord of the Rings and the "marvelous history" of the Dominican Republic, from the level of comparable characters and events to that of themes. Like the other contributors to this issue, Lanzendörfer denies the total explanatory power of a single perspective: "Fantasy helps but ultimately cannot compete with Caribbean reality; the neat and tidy marvelous history of Middle-earth narrated in The Lord of the Rings comes close to but cannot in the last resort fully explain the history of the Dominican Republic." This issue's plethora of new perspectives-walking, jumping scale, highlighting the overlooked, recognizing the changes within an author's career, resisting accepted interpretations while proffering new possibilities-all demonstrate how fantastic, in both senses of the word, this literature can be. We invite you to spread the word, to keep the submissions coming and the scholarly conversations going about Puerto Rican, Latina/o, Chicana/o, and Caribbean American literature. Let us keep stretching our minds as we move further and further from the putative original dimensions of the American literary canon.
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